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 The purpose of this project is to present a violist with complete transcription and 
performer’s guide of Fryderyk Chopin’s Nocturne Op. 27, No. 2 originally written for solo piano 
in 1835. Chopin wrote predominately for the piano, and the nocturnes are some of his most 
sublime works that have a personal quality that likely reflect a diary of his personal feelings. 
 At the beginning of this document a brief overview of the composer’s lifetime and 
analysis of the events that took place around the time of composition are provided. Later on, the 
characteristic genre features, the formal structure, the influences of French song, Italian opera, 
John Field’s nocturnes, and the plausible meaning behind the work are described and discussed. 
The following chapters deal with the process of transcription, performance issues, hints on how 













 Fryderyk Chopin (1810-1849) wrote his piano Nocturne Op. 27, No. 2 in D flat Major in 
1835, while living in Paris, away from his native Poland. This Nocturne is a second of the pair of 
nocturnes op. 27 (the first one is in the key of c sharp minor) that was first published in Leipzig 
in May of 1836 by Breitkopf & Härtel.
1
 The subsequent editions were produced same year by 
Wessel & Co. in London (May 30), and by Maurice Schlesinger in Paris (July).
2
 Op. 27 was first 
time that the composer linked his nocturnes in tandem, as earlier he had a custom of publishing 
nocturnes in sets of triplets. Perhaps the reason for this change could be simply the enharmonic 
relationship between the two nocturnes, or their contrasting characters. The work is dedicated to 
the Countess Thérèse d’Apponyi, the Austrian Ambassadress in Paris, who happened to be one 
of Chopin’s students at that time. The Nocturne Op. 27, No. 2 is a paradigm of the Chopin’s 
genre, while simultaneously the poetic quality of this work makes it the quintessence of an early 
Romantic era. 
 This document presents a complete viola transcription of Nocturne Op. 27, No. 2, and 
provides the violist with a guide to achieving a mature interpretation of that work. I believe in the 
notion of comprehensive musician, who possesses not only good command of the instrument, but 
thorough knowledge about the work as well. These two factors combined together may 
contribute greatly to higher artistry of the performance. It is not my intention to make a harmonic 
analysis of the piece, nor explain in detail the aspects of viola playing technique. Likewise, this 
dissertation is not about genesis and development of the nocturne genre, or a comprehensive 
                                                 
1
 Mieczysław Tomaszewski, Nocturne in D flat major op. 27, no. 2: Commentary 






biography of the composer. Rather, my goal is to deliver a document that will be a great 
reference source, a type of handbook for the performer, who can find his/her own un-imposed 
meaning of the piece.  
 I divided the dissertation into five chapters with the conclusion at the end. The first 
chapter contains a section with a brief biography of the composer, a short overview of his works, 
followed by another section detailing information about events from the year of 1835. The 
second chapter deals with the Nocturne Op. 27, No. 2. The composition’s genre, its influences, 
characteristic features, formal structure, and possible meaning are of my great interest. The third 
chapter focuses on the steps I took to make the viola transcription. The process and the issues 
related to transcription are described. The fourth chapter constitutes a didactic manual for the 
performer. Specific performance-related difficulties, technical and musical, are pointed out, as 
well as the suggestions on how to solve and execute them properly. The final chapter discusses 













CHAPTER ONE: THE COMPOSER 
 
A Brief Biography 
 Fryderyk Franciszek Chopin was born in a small town, Żelazowa Wola, near Warsaw on 
February 22, 1810, to Polish mother, Justyna Krzyżanowska, and French father, Mikołaj Chopin, 
as one of their four children. Soon after his birth, Chopin family moved to Warsaw, where the 
composer spent most of his childhood, and received his musical education. Fryderyk’s musical 
talent as a young pianist was immediately evident, leading to performances in the salons of 
Warsaw, where the elite gathered. Chopin witnessed a strong stratification of the society, and 
although he did not possess a noble title or wealth, he was never-the-less surrounded by 
academics, middle-class nobility (Polish szlachta), and aristocratic families.
3
 From 1816 to 1821, 
Chopin received his first professional piano lessons from Wojciech Żywny (1756-1842), who 
introduced him to the music of Bach, Haydn, Mozart, and Beethoven. During university years, 
his piano and composition teacher was Józef Elsner (1769-1854), who was his last pedagogue. In 
spite of the education he acquired, Chopin was a self-taught pianist. He was undoubtedly a piano 
genius who reached his maturity very early in his life. During the Warsaw years, Chopin enjoyed 
hearing music in concert halls, and the National Theatre. He was an opera aficionado, and 
especially enjoyed the Italian opera. That passion was reflected later in his compositions, 
particularly in the genre of nocturne. At the very beginning of November 1830, Chopin went for 
a trip to Vienna to give a number of performances. During that month the insurrection broke out 
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 Kornel Michałowski and Jim Samson, “Chopin, Fryderyk Franciszek” in Grove Music 
Online, http://www.oxfordmusiconline.com/subscriber/article/grove/music/51099 (retrieved 





 and the composer decided to extend his sojourn, and then leave for Paris. Sadly, he 
never came back to his beloved family and country. The November uprising impacted the 
composer greatly, creating a nationalistic trend in some of his works such as mazurkas, 
polonaises, or ballades.  
 After arrival in Paris on September 10, 1831, Chopin found the “City of Lights” 
fascinating, and full of opportunities to fulfill his talent. Paris at that time was a host to three 
opera houses, six concert halls, and many theatres. Chopin had a great opportunity to acquaint 
himself with famous artists such as Liszt, Kalkbrenner, Bellini, Baillot, Franchomme, and many 
others. He earned a living by giving piano lessons, composing, and playing concerts. Although 
he sometimes played in concert halls
5
, he preferred to perform at salons. There in the atmosphere 
of a parlor or living room, he felt most comfortable to allow his genius to shine. In the summer 
of 1835 he was able to visit his parents in Karlsbad, and his old friends in Dresden the 
Wodziński family.
6
 In 1838 Chopin found himself in a relationship with George Sand (1804-
1876)
7
 that lasted for many years till 1847. This was a prolific period of Chopin’s life as he 
focused his attention mainly on composing and teaching. But, each year the composer’s health 
                                                 
4
 The nation of Poland did not exist on the political map of Europe at that time. It was 
partitioned and taken over by Russia, Germany, and Austria in 1795. The November Insurrection 




 The first performance in Paris took place on February 26, 1832. 
 
6
 This event and many others from 1835 are going to be mentioned and described in 
detail in one of the following sections of this chapter, as I propose some of them correlate and 
have some relevance to the composition of Nocturne Op. 27, No. 2. 
 
7
 Her real name was Aurore Dupin, a much known female French novelist, who at that 
time had to use a male pseudonym to publish her works.  
5 
 
deteriorated because of his slowly developing tuberculosis that culminated from 1848-49. 




Overview of Chopin’s Oeuvre 
The majority of Chopin’s compositions were written for piano solo, piano with orchestra, 
and two pianos. Indeed, he was mainly a piano composer who wrote idiomatically for the 
instrument, and who did not have almost any interest in composing operas, symphonies, chamber 
music, or simply for other instruments. The Cello Sonata, Op. 65, Songs, Op. 74, and Piano Trio, 
Op. 8, stand out from the handful works not intended for solo piano. 
 Overall, Chopin composed around two hundred thirty works; at least this is the number 
that survived. In addition to some miscellaneous works, the main components of his oeuvre 
constitute mazurkas, sonatas, polonaises, nocturnes, preludes, ballades, waltzes, etudes, 
scherzos, and concertos. 
 
The Events of 1835 
 By the end of 1834, twenty four-year-old Chopin reached maturity and fame in Parisian 
society. He continued teaching members of wealthy aristocratic families, composing, and playing 
concerts. But in contrast to pianists like Franz Liszt (1811-1886), Friedrich Kalkbrenner (1785-
1849), or Sigismond Thalberg (1812-1871) who were interested in public virtuoso concerts and 
took delight in the status of being a celebrity, Chopin started feeling an aversion to that kind of 
performance and style. And although he agreed to play four public concerts in 1835 (February 
                                                 
8
 According to Chopin’s will, his body was buried in Parisian cemetery, Père Lachaise, 
but his heart was placed in the Holy Cross Church in Warsaw. 
6 
 
22; March 15; April 4; April 26), he slowly began to retreat from concert hall.
9
 One of the first 
steps he made in that direction was in January 1835, when he resigned from the membership in 
the Chantereine Hall Music Society, thus eliminating the chance to play in prestigious concert 
series.
10
 Chopin preferred a more chamber-like atmosphere, where he was familiar with most of 
the people who listened to him. The salon became his most favorite performing venue. He 
treated any performance in a very personal manner as described by William Atwood: 
His art was not a commodity to be bought or sold. Such an attitude made him equally 
loath to ‘sell’ himself on the concert stage. As a result his rare performances in Paris had 





The result of such attitude was Chopin’s stronger focus on composing. That year, in addition to 
Ballade Op. 23, No. 1, Andante Spianato and Grande Polonaise Brillante, Op. 22, and 
Polonaises Op. 26, Nos. 1 and 2, he produced many short and salon-style works: Mazurka Op. 
24, No. 3; Op. 67, No. 1; Op. 67, No. 3; Waltz Op. 34, No. 1; Op. 70, No. 1; Op. 69, No. 1; 
Nocturnes Op. 27, Nos. 1 and 2. 
 The summer began with a July trip to Enghien-les-Bains, a spa resort, where Chopin with 
his friends, including famous Italian opera composer Vincenzo Bellini, had a short vacation. On 
August 1, Chopin became a French citizen, and the passport he received allowed him travel 
easily through the borders of European countries. That is why when Chopin’s parents wrote him 
a letter with invitation to meet them in Karlsbad (nowadays Karlovy Vary in Czech Republic), he 
did not hesitate, and rushed to see them. They met together on August 15; it was their first time 
get-together since Fryderyk left Poland in 1830, and their last one during Chopin’s lifetime. 
                                                 
9
 William G. Atwood, Fryderyk Chopin: Pianist from Warsaw (New York: Columbia 
University Press, 1987), 194. 
 
10






After a month, Chopin set out for Paris, but on his way back he stopped by in Dresden and 
Leipzig. In Dresden he visited his family’s friends, the Wodziński family, where he got an 
opportunity to meet Maria Wodzińska (1819-1896), young Polish countess. That encounter was a 
beginning of their love relationship that pinnacled the following summer, when Chopin proposed 
to her, and she accepted. Unfortunately, their relationship fell apart, leaving Chopin distressed. 
There were probably a few factors that contributed to such ending. First, Chopin was a man in 
poor health condition (tuberculosis); second, he did not possess much wealth to support his 
future wife; third, he was not born to noble family.
12
 While having a pleasant time with 
Wodziński family, on September 23 his good friend Bellini passed away, nearby Paris in 
Puteaux. 
In Leipzig Chopin spent some time with Felix Mendelssohn (1809-1847), Robert 
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 Adam Zamoyski, Chopin: A Biography (London: Collins, 1979), 137. 
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CHAPTER TWO: NOCTURNE OP. 27, NO. 2: CHOPIN’S REVERIE 
 
 The Nocturne Op. 27, No. 2 is the eighth of twenty-one nocturnes that Chopin wrote 
throughout his life, and the only one in the key of D flat major. Written sometime in 1835, 
during the time when absolute and programmatic music prevailed, the piece stands out as a short, 
generically titled character piece of music. Jeremy Siepmann describes it as “an unsurpassed 
jewel of craftsmanship in every sense: in its uniquely delicate and seductive sonorities, in the 
extraordinary, bel canto elaborations of its melody, in its harmonic subtlety and its Classical 
proportions.”
13
 All these qualities contribute to sophisticated character of music that resembles a 
poem. If we add the fact the work has reference to love duets through the appearance of double-
voice figures, characteristic of Parisian vocal nocturnes and Italian opera of 19
th
 century, indeed, 
Nocturne Op. 27, No. 2 may be considered as a musical love poem. This notion of poetic work 
seems to be even more adequate, when we evaluate the composer’s introverted personality that 
gave a way to be prone to and “dedicated to the one task of exploring the world he knew best-
that of his own heart and imagination.”
14
 Chopin was the piano poet, and the nocturnes, aside 




                                                 
13
 Jeremy Siepmann, Chopin: The Reluctant Romantic (Boston: Northeastern University 
Press, 1995), 128. 
 
14
 Alan Walker, ed., Frédéric Chopin: Profiles of the Man and the Musician (London: 




There is probably no complete and satisfying definition of the Chopin’s piano nocturnes, as 
many of them exhibit different features (some nocturnes borrow specific facets from different 
genres like mazurka, or chorale, have unusual formal design, different time signatures, static 
melodies instead of operatic lines, and many other stylistic devices). Jane Bellingham defines the 
genre of nocturne as “a 19th-century, Romantic piano piece of a slow and dreamy nature in 
which a graceful, highly embellished melody in the right hand is accompanied by a broken-chord 
pattern in the left.”
15
 Although this definition could be applied to Nocturne Op. 27, No. 2, it is 
extremely generalized, and one may conclude that nocturne is merely an atmospheric piece 
without musical depth. Another musicologist Jim Samson describes the nocturnes as “mood 
pieces, reflecting a widespread tendency in early nineteenth-century music for the work to 
assume the quality of a personal poetic statement.”
16
 The hybrid of these two definitions perhaps 
would be a better version, although still not final. Considering different “character and formal 
type” of the Chopin’s nocturnes, as well as “their divergent stylistic provenance,” some other 
musicologist Mieczysław Tomaszewski classified them into five varieties:
17
  
1) Elegiac - reflective 
2) Oneiric - dreamy 
3) Pastoral – idyllic  
4) Contemplative - meditative 
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 Jane Bellingham, “Nocturne” in The Oxford Companion to Music, 








 Tomaszewski, Nocturne in D flat major op. 27, no. 2: Commentary, 19. 
10 
 
5) Pathetic - serious 
Among them the most significant are the first two types. Elegiac type is typical of a reflective 
character, usually written in a minor key and duple meter (for example, Nocturne Op. 55, No. 
1).
18
 Nocturne Op. 27, No. 2, in turn, belongs to the type of oneiric nocturnes, and is actually its 
best example (other good examples are Nocturnes in E flat Major, Op. 9, No. 2, and in G Major, 
Op. 37, No. 2).
19
 This type of nocturne is characteristic of 6/8 or 12/8 time signature, major key, 





 Aside from the differences between the composer’s nocturnes, they share many similar 
features, and Nocturne Op. 27, No. 2 is a typical example of them. They contain the following 
features: lyrical melody, ornamentation, two-voice figures, and broken-chord accompaniment. 
To that list we could add Chopin’s preference to structure his work in rondo or ternary form, 
although in the Nocturne being described here, the mixture of rondo and variations form was 
chosen.  
Two main melodic lines occur in this specific nocturne. The first one (A) is long and well-
sustained for eight measures (Figure 2-1). It is passionate and intense, yet at the same time full of 
poise and control. That balanced juxtaposition of contrasting qualities, a known aspect of 











Chopin’s compositional language, creates an expressive means to convey the music.
21
 The 











Figure 2-2. Melody B (mm. 10-17) 
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 Walker, Frédéric Chopin: Profiles of the Man and the Musician, 21. 
12 
 
In contrast to fluent and dreamy melody A, melody B seems to be filled with feeling of yearning 
and emotional burden. It lasts for eight bars as well. It is interesting to mention the fact that 
melodies A and B in Nocturne Op. 27, No. 2 happen to be the types of melodies that belong to 
two categories that Chopin widely used in his all works: 
 
The most common is the stanzaic melody, whose internal repetitions are modeled on 
variants of a well-established archetype, the eight-bar classical sentence. […] The second 
category is a freer, non-repetitive melody, unfolding continuously in the manner of 




Concluding, melody A belongs to the second category, because the singing aspect of the melody 
resembles operatic aria, and later is developed through two following variations in mm. 26-33 
and 46-53. And melody B inheres in the first category, because of the internal structure of the 
melody, “with its two-bar phrase, varied repetition and four-bar liquidation.”
23
  
 Another characteristic aspect of this nocturne is decoration of the melodic lines that 
consists of ornamentation through the use of grace notes, mordents, trill, turns, fioritura, and 
acciaccaturas. This process of figuration of melodies can be found throughout the entire piece, 
and it is another prominent aspect of Chopin’s aesthetic, whose purpose is to express the music 
in a richer manner.  
1. Grace note – an ornamental note written in small type that precedes (any interval) and is 
adjacent to main note to be played. The duration of it is unspecified, and it does not count 
into the measure length (for example, mm. 12, 16, or 17 in Figure 2-2); 
2. Mordent – an ornament that informs the player to alternate the main note with a note 
above (upper mordent) or below (lower mordent) in a quick manner. In Nocturne Op. 27, 
                                                 
22
 Michałowski and Samson, “Chopin, Fryderyk Franciszek” in Grove Music Online; 






No. 2 Chopin applies only upper mordents. They are indicated by a squiggle above the 
note (for example, m. 16 in Figure 2-2); 
3. Trill – is a type of ornamenting by a rapid alternation of note to be played with an upper 
note (Figure 2-3). This ornament occurs only once, in m. 51, on the pitch of d flat; 
 
 
Figure 2-3. The use of trill in m. 51 
 
4. Turn – “a type of ornament in which the main note alternates with its two auxiliaries a 
step above and below.”
24
 The symbol of this ornament resembles a mirrored ‘S’ letter on 
its side (for example, m. 7 in Figure 2-1); 
5. Fioritura – a type of ornamental device that literally means “flowering,” a word that 
derives from Italian word fiore, and it signifies a fast run of notes (Figure 2-4); 
 
 
Figure 2-4. Fioritura in m. 52 
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 “Turn” in Grove Music Online, 




6. Acciaccatura – a type of grace note. The only difference between two is the interval of 
major or minor second below or above the main note to be played (for example, m. 12 in 
Figure 2-2). 
In addition to profusion of ornaments in Nocturne Op. 27, No. 2, the abundance of double-
voice figures are present, mainly the intervals of thirds and sixths (for example, Figure 2-2). This 
harmonization of melodic lines produces mellifluous sonorities that are strongly suggestive of 
love duets
25
 extremely popular in some genres of Chopin’s time.
26
 Thus, we can find two 
alternating textures in this particular Nocturne: recitative (or arioso) and duet (for example, 
Figures 2-1 and 2-2). It is interesting that the duet texture predominates in this Nocturne, and two 
other works that are Nocturne Op. 27, No. 1 and Etude Op. 25, No. 7 as they were all composed 
same year (in 1835).
27
 It may imply Chopin’s fascination with it, and some kind of significance it 
could have for the composer.
28
 
In Nocturne Op. 27, No. 2 the accompaniment is in the form of arpeggiated chords (Figure 2-
5), and it continuously occurs from the very beginning to the end of the piece (except for the last 
two measures). This archetypical feature derives from the Alberti bass, a compositional device 
named after Domenico Alberti (ca. 1710-1746) who allegedly invented it, or at least widely 
applied in his works. In short, it is a figured triad, played first from the lowest note, then highest, 
middle, and highest again, that served as a left-hand accompaniment. 
                                                 
25
 Victor Lederer, Chopin: A Listener’s Guide to the Master of the Piano (Pompton 
Plains, NJ: Amadeus Press, 2006), 54-59; Charles Fisk, “Chopin’s ‘Duets’-and Mine,” 19th-
Century Music 35, no. 3 (Spring 2012): 198. 
 
26
 I will talk in detail about the influences on Chopin’s Nocturne Op. 27, No. 2 in the 
following section of this chapter. 
 
27
 Fisk, “Chopin’s ‘Duets’-and Mine,” 193. 
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Figure 2-5. Broken-chord accompaniment (mm. 1-4) 
 
Thus, the range of the notes was within a triad as either a perfect fifth or a major/minor sixth. 
John Field (1782-1837), the forerunner of the genre of piano nocturne used a wider range of 
broken-chord usually up to the octave. But Chopin in his nocturnes goes beyond the ambitus of 
the octave (Figure 2-5), and his accompaniment does not merely create a harmonic foundation 
for the upper line in the right hand; it actually supports and interacts with it (Figure 2-6), 
“contributing to its aura of ardent, potentially buoyant reverie.”
29
 And as Victor Lederer 
summarizes: “Chopin uses this unending, steady flow to comment on and enrich the busy 
melodic activity of the right hand; gorgeous as that will be, the left hand shares the stage, holding 





 There are a number of composers and genres that possibly influenced Chopin’s 
nocturnes, and specifically Nocturne Op. 27, No. 2. But the most direct impact came from: 
1. Piano nocturnes by John Field; 
2. French song of the early 19th century; and 
3. Italian bel-canto opera.  
                                                 
29
 Fisk, 198. 
 
30








It was not Chopin, but John Field, an Irish-born composer who was the pioneer of the genre 
of piano nocturne. He composed eighteen nocturnes during the period of 1812-1835, but 
interestingly, only twelve of them were published as such: the rest were labeled either as 
serenades, romances, or pastorals.
31
 That phenomenon clearly displays a lack of certainty about 
the concept and the properties of the genre among the publishers, and even the composer himself 
around 1812-the year when his first three nocturnes were published in St. Petersburg.
32
 Field’s 
nocturnes are the miniatures that prioritize “expression over the virtuosity,”
33
 and they aim at 
                                                 
31
 Nicholas Temperley, “John Field and the First Nocturne,” Music and Letters 56, no. 











reflecting on “the mood of the night”
34
 (in French, the word ‘nocturne’ means ‘pertaining to 
night’), through emulating the cantilena in the right hand, and applying, although not always, the 
broken-chord accompaniment in the left. But in spite of their dulcet harmonies, and sentimental 
atmosphere they create, Field’s nocturnes are not capable of conveying an expressive statement, 
as they lack intensity in their melodies, and complexity in their harmonies. Chopin’s equivalents 
surpass “the characteristic miniature, marked by sentimentality and drawing-room triviality, [as] 
it was transformed into a succinct pianistic poem, in which a highly dramatic structure conveyed 
a deeply lyrical content.”
35
 
An influential impetus came from the French song that was sung at Parisian salons during 
early 1800s. There were mainly two types: romance and vocal nocturne (sometimes called 
interchangeably Parisian nocturne). These two salon genres evoke the character and meaning of 
poetic texts that “usually have nocturnal settings…, and are generally about romantic love.”
36
 
The only difference between them lies in the number of voices: whereas romance was a solo 
song (Figure 2-7), Parisian nocturne always called for a duet, or more voices
37
 (Figure 2-8).  
 The most known and prolific composers of these types of French song were:
38
 
1. Felice Blangini (1781-1841) – 174 romances, 170 nocturnes; 
2. Auguste Panséron (1796-1859) – more than 500 romances, 200 nocturnes; 
                                                 
34






 James Parakilas, “’Nuit plus belle qu’un beau jour’: Poetry, Song, and the Voice in the 
Piano Nocturne,” in The Age of Chopin: Interdisciplinary Inquiries, edited by Halina Goldberg, 










3. Antoine Romagnesi (1781-1850) – 200 romances, and many nocturnes. 
 
 




Their works used to be very famous during Chopin’s life, and he surely had an opportunity to 
hear many of them at Parisian salons. The songs were designated mainly for female voices, 
usually soprano, but in vocal nocturne the combination of two sopranos, or soprano with tenor, 
were almost equally famous.
40
 There is only one text for both singers, and is sung at the same 
time (Figure 2-8). That synchronization of voices gives a sense of unity, “representing a single 
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In addition to the integrity of voices and the setting of love poem, other characteristic features 
are prominent such as pleasant harmonies created by parallel thirds and sixths, unembellished 
melodic lines, strophic text, and subordinate accompaniment (piano or harp). Overall, the French 
song of that time was simple of sentiment, but their poetical character and duet texture in vocal 
nocturne resemble the qualities found in Nocturne Op. 27, No. 2. 





 Felice Blangini, “Questo cor se teme e spera” from Six Nocturnes à deux voix, Op. 8 




Although the French song and Field’s nocturnes might have attributed to Chopin’s 
nocturnes, it was perhaps the music of Italian opera that had the strongest impact. Bel-canto, 
which literally means ‘beautiful singing,’ was a dramatic style of Italian opera in 19th century 
that was characteristic of lyricism. The most known bel-canto composers were Gioachino 
Rossini (1792-1868), Vincenzo Bellini (1801-1835), and Gaetano Donizetti (1797-1848). 
Rossini’s works such as Il barbiere de Siviglia (1816) or La Cenerentola (1817) were probably 
the first ones Chopin heard already during the Warsaw years. But even though Rossini’s 
influence was strong, particularly in imitating the decoration of the melody and creating exalting 
cadenza,
43
 it was Bellini, who produced such operatic masterpieces as La Sonnambula (1831), 
Norma (1831), or I Puritani (1835) that Chopin favored mostly.
44
 Chopin admired the 
passionate, dignified and graceful melodic lines, as well as the love duets (Figure 2-9), which he 




Figure 2-9. A love duet of Norma and Adalgisa “Mire, o Norma” from Bellini’s Norma
45
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 Chopin and Bellini acquainted themselves in Paris in 1833, and became very good 
friends till Bellini’s death in 1835.  
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 Vincenzo Bellini, Norma (Milan: G. Ricordi, 1898). 
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Both were ‘conservative romantics’ as they shared same aesthetic ideals “based upon their 
common admiration of Mozart…that is classical clarity and elegance.”
46
 Nocturne Op. 27, No. 2 
genuinely mirrors Bellini’s characteristic qualities: lyrical melody in a sustained cantabile style, 
duet texture, intense character, and even the accompaniment as arpeggiated chords.  
 In addition to above-described direct influences, it is important to point out to the fact 
that Chopin somewhat indirectly followed always the stylistic aesthetic of Johann Sebastian 
Bach (1685-1750) and earlier mentioned Wolfgang Amadeus Mozart (1756-1791). Chopin 
respected these two composers greatly, and he applied many of their compositional principles in 
his own works.
47
 When it comes to Bach, it is the contrapuntal treatment of voices that stands out 
and is reflected in Chopin’s polyphonic textures. In Nocturne Op. 27, No. 2 there are clearly 
sections where the stratification and interconnection of two voices take place (specifically mm. 




Figure 2-10. Polyphonic texture in mm. 38-41 
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Figure 2-11. Polyphonic texture in mm. 69-77  
 
Although Chopin’s Nocturne Op. 27, No. 2 is a type of passionate music, the character of it feels 
restrained, somewhat controlled. That balance of expression is indebted to Mozart. Chopin 
regarded Mozart as a master of form, elegance, and harmony, and he was dedicated to develop 
these characteristics in his compositions. One of the most prominent Mozartian features is the 
use of appoggiatura that produces an effect of suspension by stressing the note that precedes the 
principal note by semitone or whole tone. In Chopin’s Nocturne Op. 27, No. 2 probably the best 
example of this harmonic and melodic effect can be found in the melody at the beginning of the 
piece, in m. 5, where the composer decided to place pitch A which functions as a leading tone 
instead of going straight to the pitch B flat (Figure 2-1). Another good example of appoggiatura 













 Chopin’s approach to formal design of Nocturne Op. 27, No. 2 is peculiar, because it 
does not strictly fit into any specific category. But this idiosyncrasy does not result from his 
inability to compose; on the contrary, it derives from his genius. The form he crafted follows the 
music contents, and serves a higher purpose of expression. Thus, it is not an ordinary design, but 
a work of art. Chopin was familiar with all the forms that existed in his time, and he perfected 
them very quickly. In his works he applied such forms, or their variants, as rondo, variations, 
ternary (reprise form), sonata-allegro, or binary form. Most of the nocturnes are modified types 
of ternary form.
48
 But as some variants are easy to dissect and label (for example, Nocturne Op. 
27, No. 1 has the form of ABA with added Coda at the end), Nocturne Op. 27, No. 2 seems to be 
a puzzling, yet intriguing example (Table 2-1): 
                                                 
48


















We can differentiate two main themes, or two different sections that are A (Figure 2-1) and B 
(Figure 2-2). Theme A is always repeated in the same key signature (D flat Major; in viola 
transcription-G Major), and is the most stable material, a type of stronghold to which theme B 
returns after modulations of key and figurations of its melodic line. Thus, theme B exhibits 
features that are typical of variations form, while theme A behaves like a refrain section in rondo 
form. But in rondo, the episodes-sections between refrains differ completely from one another, 
and here the material stays similar. 
 There are probably two best ways to denote this unusual structure. First, it is called an 
“‘anchor-condensation’” form, where theme A becomes “a constant point of reference,” and 
theme B goes through the process of “’gradual condensation.’”
50
 This form can be found in some 
works by Franz Schubert (1797-1828), particularly in his piano sonatas and songs.
51
 Second 
option displays a diametrically different approach, as it introduces a poetical concept of strophes. 
Just like in any poem, a strophe is a distinct unit that consists of a few lines; the same approach 
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can be applied into Nocturne Op. 27, No. 2.
52
 This idea created by Theodor Kullak (1818-1882) 
does not classify it as a specific form, but rather as a group of eight strophes
53
, where the first 
(aka theme A), second (aka theme B), and eight (aka Coda) are of great importance.
54
  
 Although we can argue which formal structure mentioned above is more appropriate, we 
should keep in mind the words of Alfred Redgrave Cripps: 
We must not hope to find in Chopin examples of what theorists are pleased to regard as 
‘form’ in the abstract,-or if we do we shall be disappointed. Theoretical writers are fond 
of dividing form into different categories,-the ‘Sonata form,’ ‘Rondo form,’ the ‘Dance 
form,’ and the like. For Chopin-as a composer-such divisions simply did not exist. 
Indeed, if we would do justice to him we shall do best to start by forgetting that there is 
such a thing as form, in the abstract, at all. Only then shall we be in a position to view the 
matter from Chopin’s own standpoint; and only then, therefore, can we realize what he 





In Search of Meaning 
 Considering the facts from Chopin’s life in 1835 and the distinctive qualities of the 
genres that possibly influenced him at that time, it gives an opportunity to speculate on a 
plausible meaning of Nocturne Op. 27, No. 2. Chopin, a reticent person,
56
 found the genre of 
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 Strophe can have a reference not only to a poem, but to the ode of ancient Greek drama 
as well; the ode consisted of three different parts: strophe, antistrophe, and epode. If we 
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 Cripps, “Chopin as a Master of Form,” 517. 
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nocturne extremely suitable to express his personal feelings. “As with the mazurkas, one feels 
that in them [nocturnes] he was less concerned with pianistic considerations, and more with his 
most intimate thoughts and feelings.”
57
 There are two distinguishing qualities of Nocturne Op. 
27, No. 2: the occurrence of duets and the presence of longing feeling.
58
 I propose there are at 
least two ways in which these attributes can be interpreted.  
 One of them could be Chopin’s personal tribute to opera bel-canto composer-Vincenzo 
Bellini,
59
 whom he knew very well, and was fascinated with his music. It seems to reason that 
even more, when we take into account two later facts from Chopin’s life: at Chopin’s death bed, 
the composer asked one of his friends-singers to sing Bellini’s aria “Ah! Non Credea Mirarti” 




 The other interpretation can be described as a spontaneous expression of Chopin’s 
emotions he felt around that time-perhaps loneliness, homesickness, or yearning for special 
someone or something. It could be a person or intimate relationship he lacked. James Huneker 
calls it “a song of the sweet summer of two souls, for there is obvious meaning in the duality of 
voices,”
61
 a statement that clearly suggests significance of duet texture in Nocturne Op. 27, No. 
2. But if this Nocturne is regarded as a tale of lovers, is it an account of fable, imagined love 
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relationship, or a true record of it? The constant interplay of two voices throughout the piece 




 By the end of 1837, Chopin went through two disappointing love experiences. The first 
one comes from the period of 1829-30, when he was infatuated with Polish singer Konstancja 
Gładkowska (1810-1889), but unfortunately they never were in a close relationship; and second, 
when he loved Maria Wodzińska, the period of 1835-1837. Chopin truly had feelings for Maria, 
and she reciprocated them. She was the only woman Chopin proposed to during his entire 
lifetime. But, unfortunately, because of the reasons I described earlier in Chapter 1, the 
relationship fell apart. In both instances Chopin experienced unfulfilled love. Could it then be, 
that Nocturne Op. 27, No. 2 is a somewhat reverie of one of these relationships? There is some 
strong evidence that Chopin wrote this particular Nocturne around June, 1835 that is the time 
still before he met Maria (they met in September 1835),
63
 but it is not clear if he had this piece 
finished at that time, as he sent the manuscript to the publisher in Leipzig in December, 1835.
64
 
But even if the piece was not composed under direct inspiration from Maria, there is a record of 
interesting event that may suggest that Chopin favored Nocturne Op. 27, No. 2 a lot, and it had 
some special meaning for him. At the beginning of October in 1835, that is right after the visit 
with Maria and her family, Chopin met with Schumann, Wieck, and Mendelssohn. On October 4 
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 Chopin sent a letter to Breitkopf & Härtel in Leipzig on June, 1835, in which he 
suggests to put Nocturne Op. 27, No. 2 together with No. 1 in tandem.  
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Chopin played for Mendelssohn some of his Etudes, Op. 25, Concerto No. 1, and Nocturne Op. 
27, No. 2.
65
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CHAPTER THREE: THE PROCESS OF TRANSCRIPTION 
 
Transcription, Arrangement, or Adaptation? 
 Before I proceed to describing and discussing the steps that I took to create a viola 
version of Chopin’s Nocturne Op. 27, No. 2, I would like to clear the confusion among many 
musicians related to peculiar meaning of three above mentioned terms. They are often used and 
applied interchangeably, because they actually refer to a similar process, but slight differences 
occur between them, thus creating a need to define the terms properly. “A transcription is 
essentially the adaptation of a composition for an instrument or instruments other than those for 
which it was originally written,”
66
 while conveying meticulously the content of a work. By 
contrast, an arrangement is characteristic of freer approach to the original work, thus allowing 
“the reworking of a musical composition.”
67
 Lastly, an adaptation is a general term for 
transcription as well as arrangement.  
 Although my adaptation of Chopin’s Piano Nocturne Op. 27, No. 2 features a few 
modifications of the original score, I still consider it a transcription, because the substance and 
character of the work are preserved, and they adhere closely to the original part (no significant 
alterations of the score were made, except for the fioritura in mm. 51-52).  
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 According to Alexandre Cellier, there are three types of transcription or arrangements:
68
 
1. Reduction – it refers to an adaptation of a large-scale work for one, or a small group of 
instruments; 
2. Amplification – in contrast to reduction, it is an adaptation that involves a larger group of 
instruments from the original part; 
3. Transcription – an adaptation intended for one, or very similar group of instruments. 
Although all these types may exemplify artistic approach towards adaptation, some of them are, 
more or less, made for merely pedagogical purposes.  
 
Aesthetics and Ethics 
 Two important questions of aesthetics and ethics are raised, when it comes to the process 
of transcription: Is the transcription suitable for the viola? And, is it appropriate to make any 
changes to the original work? It is not the process itself that brings about a negative opinion 
about the transcription, but the quality of it. For centuries many composers of great stature were 
the arrangers themselves, like Johann Sebastian Bach, Wolfgang Amadeus Mozart, or Johannes 
Brahms. Hence the concept is not a novelty, nor an undesirable procedure. The point is to 
produce an adaptation that conveys accurately the spirit of a transcribed work. In order to do this, 
it is essential to be sensitive to the substance and style of the work, and the properties of a newly 
designated instrument. Chopin was probably one of the most pianistic composers that ever lived: 
his compositions are idiomatically written for the piano. Being aware of that fact was personally 
a discouraging factor at first, but after deep exploration of the lyrical qualities of Nocturne Op. 
27, No. 2, I came to conclusion that the viola version not only maintains the expressive character 
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of the piece, but actually enhances it greatly as well. I propose that perhaps only then, the 
composition may exhibit the quality of the work as it was intended initially for the particular 
instrument. The viola fulfills this assumption through its timbre, a capability to play ceaseless 
legato, and applying vibrato. Thanks to these unique properties of the instrument, the produced 
tone is deeper and darker, and sustained legato playing of melodic lines creates intensity that is 
impossible to reach on piano. As Victor Lederer reminds us: 
Nowhere is Chopin’s obsession with vocally styled legato-tying notes together 
seamlessly-more apparent than in the long-spun, passionate melodies of the nocturnes. 
Unlike the voice (and string and wind instruments as well), the piano is an elaborate 
percussion mechanism incapable of true legato. A good pianist’s legato is an illusion, 
brought about by his or her skilled deployment of fingers, hand, and wrist, and artifice in 




But with the viola’s ability to express a wider spectrum of tone colors and dramatic, more like 
operatic style of playing, the transcription of the Nocturne Op. 27, No. 2 comes with the price: 
some alterations of the original score are necessary in order to accommodate the different aspects 
of the piano on viola. But in spite of these changes the ethics of the viola transcription is 
justifiable, as it possesses the tools to penetrate and express the musical potential of the piece. 
 
Steps 
 The very first step I took was to find a reliable source of the music score. There are many 
editions available of Chopin’s nocturnes, and it was quite difficult to make a right choice. After 
browsing and comparing many of them, I decided on four editions to consult, but only one of 
them to base my transcription on: I chose the piano version of Chopin’s Nocturne Op. 27, No. 2 
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edited by Carl Mikuli (1819-1897), and published by Gustav Schirmer in 1894.
70
 Although the 
edition is old, and accessible through the public domain, I still asked the Schirmer Company for 
an official permission to use it. Mikuli was one of Chopin’s best students, becoming later his 
teaching assistant, who twenty years after the composer’s death produced one of the first 
complete and most respected Chopin editions.
71
 The second source I consulted was the Facsimile 
Edition, an official copy of the manuscript prepared and published by The Fryderyk Chopin 
Institute in Warsaw in 2007.
72
 I found it essential in my research to analyze Chopin’s original 
autograph in order to check the music content and the expressive markings indicated by the 
composer. The other two sources,
73
 the violin transcriptions made by Pablo Sarasate (1844-1908) 
and August Wilhelmj (1845-1908), were more of auxiliary help: as the violin’s style and 
technique is very similar to viola, I found it useful and helpful to find out how they treated some 
issues related to the stringed instrument transcription.  
 The next step in the process was to choose the best tonality. Chopin wrote his Nocturne 
Op. 27, No. 2 in D Flat Major, the key with five flats, but in the viola version I decided to 
transpose the original key to G Major. This diametrically different choice of the key is not 
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 The official website of The Fryderyk Chopin Institute is www.nifc.pl. 
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arbitrary, but results from a logical and practical reasoning. There were three factors that 
influenced my decision: 
1. Register: writing the viola version in the original key would cause tremendous difficulty 
in executing many passages, and create serious tone color issues, as the big part of the 
music would be placed in very high tessitura. It is not enough to merely transcribe the 
music note for note, and have technical ability to play it. The art of transcription relies on 
considering the properties of the instrument, and its idiomatic style of playing.  
2. Acoustics: transposing the piano version to viola would result in the key of G Flat Major, 
because of moving the music a perfect fifth down. Because of the acoustical properties of 
the viola, I decided to move the key up by a semitone. The resulting key of G Major gives 
an opportunity for the violist to project the sound better by producing more resonance 
thanks to using more “open strings and natural harmonics.”
74
 
3. Practicality: it is simpler to read the music in G Major, the key with only one sharp, than 
in G Flat Major, the key with six flats; particularly, when we consider extensive 
chromaticism in many sections of the piece.  
Thus, the key of G Major seems to be most appropriate for the viola version, including the piano 
part. It is important to point out to one more fact that is the balance between viola and piano 
parts. When the process of transposition takes place, we have four possible options:
75
 
1) Moving both viola and piano parts a tri-tone down;    
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2) Moving both parts a tri-tone up; 
3) Moving the viola part a tri-tone down, and the piano part a tri-tone up; 
4) Moving the viola part a tri-tone up, and the piano part a tri-tone down. 
The option I chose is the very first one, because there is no distinct disparity in the register of 
two instruments. The piano part had to be moved down together with the viola part; otherwise, it 
would have created a balance issue: ‘dark’ viola part verse ‘bright’ piano part.  
 After all the steps mentioned above, I proceeded with the process of writing the music. 
While I was doing it, I played through a section or a specific bar in order to make sure the music 
fits the viola’s range and register, and check the overall playability. The most important changes 
that had to be made were: 
1) Octave displacement – in mm. 17-18, 21-22, 52, 62-70, and 75-76, the music was moved 
an octave down, because of the possibility of placing the pitches in too high tessitura. 
Thanks to this procedure the tone color became even more expressive, and the execution 
of passages became simpler. 
2) Modification of fioritura and a small portion of the cadenza – in mm. 51-52 and m. 60, 
respectively, the revision of the passages of notes was necessary, as the number of the 
pitches was exceedingly high, and/or the pianistic treatment of it would make the 
performance almost impossible. For example, in m. 52, originally there are forty eight 
pitches written out in a figurative manner, while in viola version there are thirty five, and 
the entire passage made up of scale and progressions moves downward from the highest 
note at the beginning of the bar.  
35 
 
The other small alterations made in the piece include writing out some of the embellishments 
(for example, mm. 7, 8, 34, or 36) and transfiguration of rhythmic figures (for example, mm. 12, 
16, 32, 60, or 75).  
The last steps I took were notation of the articulation, dynamic, tempo markings, suggestive 
fingering as well as bowing, and revision of the piano part, where originally one stave is now 
written out into two staves (with the base note of every six-note figure in the lower stave, and the 


















CHAPTER FOUR: PERFORMANCE ISSUES AND SUGGESTIONS 
 
 
Although the viola transcription of Chopin’s Nocturne Op. 27, No. 2 is a work of short 
length, only 77 bars, it explores the player’s technique and musicality to a high extent making it 
a part of repertory reserved for mature players. Hence, the work contains some difficulties that 
may cause a serious struggle if not approached in a correct manner. Below I present some chosen 
issues and suggestions that hopefully will be of great help for many players. 
 
Double Stops 
 The double stops are of problematic nature in this piece, because their role is not for a 
merely harmonic effect, where only a few are applied, but for harmonizing entire melodic lines. 
This style of writing gives way to a large number of various double stops in a row, which can 
cause problems with intonation and excessive tension of left hand. It is essential to remember 
about keeping the thumb ‘free,’ and not to exert much pressure from the fingers on the strings.
76
 
When these two remarks are applied together, the problem of tension should not appear, and the 
intonation should be easier to control. Concluding, the flexibility and dexterity of the left hand 
fingers is possible only when the hand is free of stiffness. I strongly recommend a few exercises 
in this matter: 
1) Play a chosen section with double stops in a slow tempo, holding down two fingers on 
the strings, but playing only one of them with the bow; 
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2) Play the double stops with two pitches sounding together, but now pay attention to 
putting the fingers on the strings together. The change of the double stops has to be well 
connected, and produce an effect of legato; 
3) After mastering the above-mentioned exercises, the following suggestion refers to the 
balance of two pitches. It is a common tendency among many players to emphasize 
dynamically one of the notes of the double stop. Play the double stop as one harmonic 
unit, where two voices are equally important by exerting the same amount of bow 
pressure on both strings; 
4) Play a chosen passage in a faster tempo, while keeping in mind two previous suggestions. 
If executed successfully, increase the tempo till the designated tempo marking is reached; 
5) Play the harmonic line as you would play a single melody. Very often when a player is 
troubled by a technical issue that is hard to overcome, he/she forgets about the shape of 
the melodic line. 
 
Rhythm 
 The other challenge for a player can be the complexity of rhythm that prevails in the 
entire piece. In time signature of 6/8 Chopin explores a multitude of rhythmic values (for 
example, mm. 8, 12, 13, 32, or 38), groups of duple and triple (for example mm. 8, 11, 32, or 
36), and sometimes creates compound combinations of five, six, or seven notes (mm. 51, 53, 60, 
or 75). One of the most prominent examples of a rhythmic variety can be found in m. 52 (Fig. 2-
4), which originally consists of 48 notes, but in the viola transcription the passage is written out 
mostly into regular groups of mostly sixty fourth notes. Thanks to this procedure, a violist can 
control the fast run of notes better. 
38 
 
But no matter how intricate the passage or group is, a player should always bear in mind 
that the accompaniment is comprised of a dotted quarter note placed in left hand at the beginning 
of each of two beats in bar, and continuously played sixteenth notes in right hand that sometimes 
may give an impression of a metronome. Thus, careful listening to the piano part will certainly 
support and enhance the aspects of rhythmical playing. 
 
Fioritura Passage 
 The fioritura section made up of only two bars (mm. 51-52) exhibits improvisatory-like, 
almost virtuosic character, as the fast scale based on C Major runs upward to very high pitch F 
on A string, and then precipitates even faster in the form of related progressions, and arpeggios. 
In addition to practicing F major and G major scales, the following suggestions may be of great 
help: 
1) Divide m. 52 into two segments equally, and practice them separately in a slow tempo; 
2) Choose the fingering that fits you best. Doing so, remember about the final speed of the 
passage, as some fingerings may work for slow playing, but fail to give a good result in 
fast tempo; 
3) Be able to execute each segment with only one bow stroke; 
4) Connect two segments, and practice the entire passage in different tempos. 
 
Tenths 
 Tenths are probably the most difficult intervals to play on the viola, because of the 
distance on the fingerboard between two notes. They occur in mm. 66-68, and although they are 
not notated as a double stop, the eight notes with preceding grace notes make it still hard to play 
39 
 
it in tune. When it comes to playing tenths, there are two recommended ways to execute them 
properly: 
1) According to Ivan Galamian, “it is best to place the [left] hand in an intermediate position 
between the first and fourth fingers so that the hand can utilize its stretch in both 




2) The other way is to find the upper note first, and rotate left hand clock-wise. That way the 
first finger gains more space and flexibility to shift downward very quickly in order to 
reach the lower note. 
In any case a player should approach the tenths with caution, as they stretch the muscles of left 
hand to high degree. Slow, careful, and intermittent practice sessions are recommended.   
 
Expressive Markings 
 Chopin paid a strong attention to the tone quality, and character of his music.
78
 His deep 
care about the nuances of music is exemplified in Nocturne Op. 27, No. 2, where an array of 
verbal expressive markings is specifically indicated.
79
 They range from very simple signs such as 
forte, piano, crescendo, diminuendo, espressivo, ritenuto, to more sophisticated markings that 
may be unknown to many players: 
 con anima – with spirit, slightly faster, moving forward; 
 dolce – sweetly, tenderly; it implies a slightly softer dynamic as well; 
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 dolicissimo – very sweet; 
 smorzando – fading away; gradually playing softer and slowing down; 
 calando – literary meaning ‘slackening’ in Italian;  
 appassionato – with passion, strong feeling; 
 con forza – with energy; it does not imply aggressive force; 
 fz – an abbreviation for forzato or forzando, denotes a strong accent on a note 
(synonymous to sforzando); in Chopin’s music fz is treated as an extra emphasis on a 
note that results in a louder volume: it does not indicate an aggressive accent;
80
 
 leggierissimo – in a very light and graceful manner; 
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CHAPTER FIVE: THE CONTRIBUTION 
 
 During the Romantic period, piano, violin, and opera voice enjoyed a prominent position 
on the concert stage throughout the Europe, while viola was put aside, and regarded as an 
instrument of second category. Such wrongful treatment of the viola led to a small amount of the 
repertory-the phenomenon that has its repercussions in the lack of diversity in viola literature. 
There was possibly a combination of factors that created such negative attitude toward the 
instrument. The size properties played a big role, as the large body of the instrument, very often 
oversized and constructed with short neck, prevented a player from flexibility and dexterity of 
playing.
82
 That ergonomic aspect had a tremendous impact on the quality and character of the 
music composed for the viola. Moreover, because of its size the instrument was (and still is) 
acoustically imperfect, and thus produced the sounds that were not of strong resonance.
83
 The 
above-mentioned aspects contributed to players who were not capable of exploring greatly the 
instrument’s sonorities and technique, and, in turn, that caused the composers to avoid viola as a 
medium for their works. William Primrose very bluntly summarizes this development of events: 
Composers, I fancy, did not care to write for an instrument that was so badly served by 
those who played it. And players did not wish to be associated with one, at once doleful 
in sound and lacking in repertoire. The violins, on the other hand, and the violinists 
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The resulting dearth of Romantic viola repertory
85
 is in part presented in Table 5-1: 
 
Table 5-1. The list of chosen works for viola from Romantic period 
Original work 
 
Transcription Composer Year of composition 
Harold in Italy, Op. 
16 
 Hector Berlioz 1834 





 Adagio and Allegro Robert Schumann 1849 
Märchenbilder, Op. 
113 
 Robert Schumann 1851 
 Arpeggione Sonata Franz Schubert 1824 
 Ave Maria Franz Schubert 1825 
 Litany for All Saints 
Day 
Franz Schubert 1816 
Sonatas No. 1 and 2, 
Op. 120 
 Johannes Brahms 1894 
 Sonatensatz in c 
minor 
Johannes Brahms 1853 
 Sonata in e minor, 
Op.38 
Johannes Brahms 1865 
 Kol Nidrei, Op. 47 Max Bruch 1881 
 La Campanella, Op. 7 Niccolo Paganini 1826 
Sonata per la Grand 
Viola, Op. 35 
 Niccolo Paganini 1834 
 24 Caprices, Op. 1 Niccolo Paganini 1817 
Sonata in c minor  Felix Mendelssohn 1824 
 Sonata in A Major César Franck 1886 
 Elegy, Op. 24 Gabriel Fauré 1880 
 Après un rêve, Op. 7 Gabriel Fauré 1878 
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Table 5-1: (cont.) 
Original work Transcription Composer Year of composition 
Elegy, Op. 44  Alexander Glazunov 1893 
Sonata in d minor  Mikhail Glinka 1828 
 Nocturne in c sharp 
minor, Op. posth. 
Fryderyk Chopin 1830 
 Nocturne Op. 9, No. 2 Fryderyk Chopin 1831 
 Valse Sentimentale, 
Op. 51 
Piotr Tchaikovsky 1882 
 None but the Lonely 
Heart, Op. 6 
Piotr Tchaikovsky 1869 
Elegy, Op. 30  Henri Vieuxtemps 1854(?) 
Capriccio, Op. posth.  Henri Vieuxtemps 1883 
Sonata in B flat 
Major, Op. 36 
 Henri Vieuxtemps 1863 
 
The above-shown juxtaposition of most known works for viola clearly points out to one of the 
aspects of the importance of transcription-its role to provide and fill in the gap in literature.
86
 
William Primrose says that “transcriptions have been grist to the mill of instrumentalists and 
composers,”
87
 thus strongly implying and justifying the need for the transcriptions. In turn, 
English viola pioneer Lionel Tertis (1876-1975) in his book My Viola and I encourages firmly 
that when ”you become a viola-player one of your most important duties is to strive to enlarge 




 century was a renaissance for the viola music as more composers began to 
appreciate unique sound and technical qualities of the instrument, and many great violists who 
made their solo careers transcribed a slew number of compositions for viola. The most known 
viola transcribers from that period were William Primrose, Lionel Tertis, Milton Katims (1909-
2006), Paul Doktor (1917-1989), Paul Hindemith (1895-1963), Vadim Borissovsky (1900-1972), 
Alan H. Arnold, and Watson Forbes (1909-1997). 
 
87
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the library of solo viola music, by fair means or foul.
88
 But, of course, it is not all about the 
quantity, as there are more originally composed viola works available from that period that are 
unknown to many players and the audience.
89
 Hence, it is not the addition factor that counts 
most, but the quality aspect that the transcribed work possesses and provides with. I propose that 
my viola transcription of Chopin’s Nocturne Op. 27, No. 2 is not merely an adaptation, but a 
work that truly conveys the beauty and expressive potential of the music, while exploring the 
viola’s most idiomatic features. This combination of factors makes my transcription a significant 
contribution to, not only viola works from Romantic period, but entire viola literature as well.  
 Furthermore, my viola transcription of Chopin’s Nocturne Op. 27, No. 2 is the only one 
that has ever been made. To my knowledge, no other viola adaptation of this particular 
composition exists in official or unofficial version. That factor increases the importance of my 
contribution even more, as it becomes the only available work of such kind.  
But Chopin’s Nocturne Op. 27, No. 2 has a potential to contribute in two more ways. The 
rich and interesting harmonies with beautiful long melodies can ‘speak’ to a larger number of 
listeners who take delight in the kind of lushly Romantic music. Often this factor is almost a 
necessity to increase the number of the audience members, as well as their interest in the 
performed music. Moreover, the short length of the piece makes it flexible in terms of placing it 
in the program, as it may serve either as a part of the program or simply become an encore. 
 Finally, in addition to all mentioned factors, Nocturne Op. 27, No. 2 can be a pedagogical 
work as it links technical and musical qualities together. Many viola works show a tendency of 
stylistic extremes: they are either very slow and melodic, or fast and intricate technically. 
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Chopin’s viola transcription connects both, making it a great piece for an advanced student to 
























 Chopin’s music, although composed almost 200 years ago, still finds its place on all 
concert stages around the world. His music abounds in heartfelt melodies and rich harmonies that 
affect the ears and hearts of many listeners, but his true genius is based on the ability to convey 
that sophisticated music in a simple manner. That communication aspect results from Chopin’s 
not only elegant and clear treatment of the music and form, but the emotions it contains. His 
Nocturne Op. 27, No. 2 presents to us a symphony of feelings encapsulated in a small genre that 
very often, and mistakenly, is considered a mood music to create a pleasant atmosphere. In my 
document I strived to find the true definition and genuine qualities of Nocturne Op. 27, No. 2, 
and a possible meaning behind it. Chopin was a very private person, and his music, in particular 
his short works like mazurkas and nocturnes, became the composer’s medium to channel his 
personal feelings. After reading about his life events I came to some plausible significance his 
Nocturne Op. 27, No. 2 might carry, but no final conclusion was imposed. 
The information included in the document about the characteristic features, possible 
meaning, and performance-related issues with suggestions, may serve as a guide for a viola 
player who undertakes to play the composition and attempts to achieve a high artistic level of 
performance.  
I also believe that the viola transcription genuinely expresses the character and substance 
of the original composition, and that it will find its place in the repertory of many violists as a 
highly esteemed work. As the very first viola adaptation of Chopin’s Nocturne Op. 27, No. 2, 
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